University of South Carolina

Scholar Commons
Theses and Dissertations
Spring 2020

A Trumpet Player’s Performance Guide of Three Selected Works
for Trumpet, Cello, and Piano
Justin Wayne Robinson

Follow this and additional works at: https://scholarcommons.sc.edu/etd
Part of the Music Performance Commons

Recommended Citation
Robinson, J. W.(2020). A Trumpet Player’s Performance Guide of Three Selected Works for Trumpet,
Cello, and Piano. (Doctoral dissertation). Retrieved from https://scholarcommons.sc.edu/etd/5933

This Open Access Dissertation is brought to you by Scholar Commons. It has been accepted for inclusion in
Theses and Dissertations by an authorized administrator of Scholar Commons. For more information, please
contact digres@mailbox.sc.edu.

A TRUMPET PLAYER’S PERFORMANCE GUIDE OF THREE SELECTED WORKS
FOR TRUMPET, CELLO, AND PIANO
by
Justin Wayne Robinson
Bachelor of Music Education
Mississippi State University, 2011
Master of Music
The Pennsylvania State University, 2013

Submitted in Partial Fulfillment of the Requirements
For the Degree of Doctor of Musical Arts in
Music Performance
School of Music
University of South Carolina
2020
Accepted by:
James Ackley, Major Professor
J. D. Shaw, Committee Member
Michael Wilkinson, Committee Member
David Garner, Committee Member
Cheryl L. Addy, Vice Provost and Dean of the Graduate School

© Copyright by Justin Wayne Robinson, 2020
All Rights Reserved.

ii

DEDICATION
This document is dedicated to my family. To my wife, Jessie, without whom, this
degree would not have been possible. To my kids, Marie and Sage, who brightened every
day when I came home. To my parents, who have helped support with both words and
deeds, despite us moving eight hours away for the completion of this degree. Most
importantly, to God, who created me with the desire to complete this degree and gave me
the gift of trumpet playing and teaching as a career.

iii

ACKNOWLEDGEMENTS
I want to acknowledge all the teachers that have inspired and helped me along my
musical path. Thanks to my middle and high school band directors, Mr. Jason Seek and
Mr. Phillip Hughes, who instilled a love of music. Thanks to Dr. Michael Huff, Dr.
Langston J. Fitzgerald, III, and Mr. James Ackley, who guided me through my degrees and
without whom I would not be the trumpet player I am today. Thanks to all my college
ensemble directors, Ms. Elva K. Lance, Dr. Clifton Taylor, Dr. Craig Aarhus, Mr. Dennis
Glocke, and Dr. Scott Weiss, for the plethora of opportunities and support throughout the
years. Thanks to my theory teachers, Dr. Rosângela Sebba, Dr. James Sobaskie, Dr. Taylor
Greer, Dr. David Garner, Dr. John McKay, Dr. Reginald Bain, and Dr. Danny Jenkins who
encouraged me when they saw potential in my work, and without whom my doctoral minor
in music theory would not be possible. Finally, thanks to my committee, James Ackley, J.
D. Shaw, Dr. Michael Wilkinson, and Dr. David Garner for the many edits and e-mails that
helped drastically improve this document.

iv

ABSTRACT
This document explores, in detail, three works for trumpet, cello, and piano. These
works were performed on a chamber recital before the writing of this document. The three
selected works are Statements, Commanding by Robert J. Bradshaw, Elegy by Alex
Shapiro, and Trio for Trumpet, Violincello, and Piano by Eric Ewazen. This document
focuses on the musical performance of these three works, ways to prepare specific sections,
and issues the author and his trio experienced during the preparation of these works. To
the author’s knowledge, no previous documents have explored these three works.

The

field of study focusing on the chamber ensemble of trumpet, cello, and piano is also notably
lacking. The author hopes that this document will bring more awareness to these three
works as well as this specific ensemble in general.

v

TABLE OF CONTENTS
Dedication .......................................................................................................................... iii
Acknowledgements ............................................................................................................ iv
Abstract ................................................................................................................................v
List of Figures ................................................................................................................... vii
List of Abbreviations ......................................................................................................... xi
Chapter 1: Introduction ........................................................................................................1
Chapter 2: Statements, Commanding by Robert J. Bradshaw .............................................7
Chapter 3: Elegy by Alex Shapiro .....................................................................................34
Chapter 4: Trio for Trumpet, Violincello, and Piano by Eric Ewazen ..............................45
References ..........................................................................................................................71
Appendix A: Degree Required Recital Programs ..............................................................74

vi

LIST OF FIGURES
Figure 2.1 – mm. 1-14........................................................................................................11
Figure 2.2 – m. 16 ..............................................................................................................12
Figure 2.3 – mm. 15-22......................................................................................................13
Figure 2.4 – mm. 31-33......................................................................................................14
Figure 2.5 – m. 49 ..............................................................................................................14
Figure 2.6 – mm. 65-66......................................................................................................15
Figure 2.7 – mm. 70-72......................................................................................................15
Figure 2.8 – mm. 124-125..................................................................................................16
Figure 2.9 – mm. 1-4 (original in 3/4, rewritten in 6/4).....................................................17
Figure 2.10 – m. 7 ..............................................................................................................18
Figure 2.11 – m. 30 ............................................................................................................19
Figure 2.12 – m. 32 ............................................................................................................20
Figure 2.13 – mm. 51-52....................................................................................................21
Figure 2.14 – mm. 52-55....................................................................................................22
Figure 2.15 – m. 56 ............................................................................................................22
Figure 2.16 – mm. 1-3........................................................................................................24
Figure 2.17 – m. 18 ............................................................................................................25
Figure 2.18 – mm. 63-64....................................................................................................26
Figure 2.19 – mm. 74-75....................................................................................................27
Figure 2.20 – mm. 13-16....................................................................................................29
vii

Figure 2.21 – mm. 21-22....................................................................................................29
Figure 2.22 – mm. 33-36....................................................................................................30
Figure 2.23 – mm. 41-43....................................................................................................30
Figure 2.24 – mm. 49-50....................................................................................................30
Figure 2.25 – mm. 51-52....................................................................................................31
Figure 2.26 – mm. 57-61....................................................................................................31
Figure 2.27 – mm. 112-114................................................................................................32
Figure 2.28 – mm. 117-119................................................................................................33
Figure 2.29 – mm. 126-127................................................................................................33
Figure 3.1 – mm. 1-4..........................................................................................................35
Figure 3.2 – mm. 12-15......................................................................................................36
Figure 3.3 – mm. 16-19......................................................................................................37
Figure 3.4 – mm. 49-50......................................................................................................39
Figure 3.5 – mm. 51-52......................................................................................................40
Figure 3.6 – mm. 53-60......................................................................................................41
Figure 3.7 – mm. 58-60......................................................................................................41
Figure 3.8 – mm. 69-72......................................................................................................42
Figure 3.9 – mm. 73-76......................................................................................................42
Figure 3.10 – mm. 80-83 ...................................................................................................43
Figure 3.11 – mm. 86-89....................................................................................................44
Figure 4.1 – mm. 4-11........................................................................................................46
Figure 4.2 – mm. 27 & 31 ..................................................................................................47
Figure 4.3 – mm. 33 & 40 ..................................................................................................47

viii

Figure 4.4 – mm. 41-42......................................................................................................48
Figure 4.5 – mm. 47-48......................................................................................................49
Figure 4.6 – mm. 61-63......................................................................................................50
Figure 4.7 – mm. 67-69......................................................................................................50
Figure 4.8 – mm. 71-72......................................................................................................51
Figure 4.9 – mm. 75-76......................................................................................................51
Figure 4.10 – mm. 88-90....................................................................................................52
Figure 4.11 – mm. 123-125................................................................................................52
Figure 4.12 – mm. 137-138................................................................................................53
Figure 4.13 – mm. 173-174................................................................................................53
Figure 4.14 – mm. 176-178................................................................................................54
Figure 4.15 – mm. 188-190................................................................................................54
Figure 4.16 – mm. 208-215................................................................................................55
Figure 4.17 – m. 218 ..........................................................................................................56
Figure 4.18 – mm. 1-9........................................................................................................56
Figure 4.19 – mm. 7-9........................................................................................................56
Figure 4.20 – mm. 14-15....................................................................................................57
Figure 4.21 – mm. 19-21....................................................................................................57
Figure 4.22 – mm. 33-34....................................................................................................58
Figure 4.23 – mm. 43-46....................................................................................................58
Figure 4.24 – mm. 55-56....................................................................................................59
Figure 4.25 – mm. 68-69....................................................................................................59
Figure 4.26 – mm. 77-81....................................................................................................60

ix

Figure 4.27 – mm. 103-105................................................................................................61
Figure 4.28 – mm. 4-7........................................................................................................62
Figure 4.29 – mm. 10-13....................................................................................................62
Figure 4.30 – mm. 18-21....................................................................................................62
Figure 4.31 – mm. 30-33....................................................................................................63
Figure 4.32 – mm. 45-50....................................................................................................63
Figure 4.33 – mm. 51-53....................................................................................................64
Figure 4.34 – mm. 74-81....................................................................................................65
Figure 4.35 – mm. 96-97....................................................................................................65
Figure 4.36 – mm. 132-135................................................................................................66
Figure 4.37 – mm. 140-142................................................................................................67
Figure 4.38 – mm. 193-194................................................................................................68
Figure 4.39 – m. 234 ..........................................................................................................68
Figure 4.40 – mm. 311-315................................................................................................69

x

LIST OF ABBREVIATIONS
m. ............................................................................................................................ Measure
mm. ........................................................................................................................ Measures
Capital Letters ................ Chord Symbols (Major quality assumed unless otherwise noted)
m (after Chord Symbol) ....................................................................................Minor Chord
7 (after Chord Symbol) ................................................................. Dominant Seventh Chord
A♭1, B2, C♯3, etc. .......................................................... Trumpet Note and Range Indication

xi

CHAPTER 1
INTRODUCTION
Background
Chamber ensembles are unconducted ensembles, usually smaller than a full band
or orchestra. While first used in the mid-sixteenth century, the definition of “chamber
ensemble” has varied based on era and location. It has changed in meaning from referring
to secular music, to vocal ensembles for nobility, to any music performed at the court, to
music used as entertainment for anyone of any skill level. Only since the nineteenth
century was it understood to mean “intimate, soloistic, instrumental ensemble music.” 1
While well-known chamber music such as piano trios and string quartets did not
include brass instruments, brass chamber music has origins dating back to the late sixteenth
century. From the canzonas of Giovanni Gabrieli to the quintets of Jean Bellon and Victor
Ewald, and later to arrangements by Robert King, brass chamber music has a diverse
background.

Historically, however, it has been much less common to pair brass

instruments with instruments from other families in a chamber setting, which will be the
focus of this document.
In Homer Ulrich’s book, Chamber Music, he gives a table of commonly used
instruments in chamber music. He also mentions a couple of exceptions to these patterns,

1

John H. Baron, Intimate Music: A History of the Idea of Chamber Music (Pendragon
Press, 1998).
1

including the Brahms’ Trio for Violin, Horn, and Piano.2 In our modern understanding of
the phrase “chamber music,” Brahm’s Trio might be the first instance of brass used in
mixed chamber instrumentation, except for the use of the horn in woodwind quintets.
Throughout the past century it has become more common to experiment in brass
writing by pairing brass with non-brass instruments in chamber settings. Some common
issues that brass players experience in these settings include balancing with the new
instrumentation, managing endurance, and finding the brass player’s role within these new
ensembles. Nevertheless, many composers and players have taken on these challenges and
have successfully created new instrumentations for smaller chamber ensembles.
The trio, by definition, is made up of three different instruments. Some popular
trio combinations that include trumpet are trumpet, trombone, piano; trumpet, horn, piano;
trumpet, horn, trombone; saxophone, trumpet, piano; trumpet, voice, piano; and trumpet,
percussion, piano. One combination that has received less attention in scholarship is
trumpet with a string instrument and piano. While some well-known examples exist, such
as Eric Ewazen’s Trio for Trumpet, Violin, and Piano, not much research exists regarding
these ensembles.
There are numerous interesting compositions for trumpet, cello, and piano. On
October 1, 2019, Robert Tian Sanchez, Dr. Claudio Olivera, and the author performed a
chamber recital at the University of South Carolina, focusing on music for this
combination.

The three works performed were Statements, Commanding by Robert

Bradshaw, Elegy by Alex Shapiro, and Trio for Trumpet, Violincello, and Piano by Eric
Ewazen. Other works considered for performance included Overture by Dmitry Arefiev,

2

Homer Ulrich, Chamber Music (Columbia University Press, 1966).
2

Lyric Trio by Carson Cooman, Sonata for Trumpet and Cello by Yves Chardon, 3 Blues
by Scott Robbins, and Jazzberries by William Schmidt.
Statement of the Purpose
The purpose of this document is to create a performance guide for trumpeters based
on the previously mentioned chamber recital program: Statements, Commanding (2004) by
Robert Bradshaw, Elegy (2004) by Alex Shapiro, and Trio for Trumpet, Violincello, and
Piano (2007) by Eric Ewazen. Due to the relatively recent publication of these three
compositions, no analyses or research exists. Many players are unaware of these works or
this trio combination, so it is the goal of this document to bring awareness to these
compositions.
Problems and possible solutions are stated in this dissertation based on the author’s
experience. Challenges specific to the trumpet player, along with possible solutions and
practice suggestions are also addressed. Before each composition is detailed, relevant
background information is noted. There is an appendix at the end of the document, which
includes all programs from degree recitals performed during the author’s time at the
University of South Carolina. While there have been some studies concerning mixed
chamber ensembles, none have focused on these three works, and rarely has music for
trumpet, cello, and piano been researched.
Literature Review
While studying this topic, the author noticed that many researchers referenced the
book Chamber Music by Homer Ulrich. This book, although a bit outdated, served as a
starting point for understanding necessary information about how chamber music has

3

evolved throughout history from the creation of Gabrieli’s canzonas through
Harmoniemusik of the late eighteenth and early nineteenth century. 3
In 1977, Ralph Victor Wahl wrote a dissertation focusing on the use of mixed-wind
chamber ensembles throughout American universities. Wahl focused on compositions
ranging in size from six to twenty-three players. Wahl covered a great variety of works for
his dissertation, and its intended use was a resource guide for conductors, teachers, and
students. Due to the size of the ensembles addressed and the date of publication, Wahl’s
research does not conflict with this document.4
In 1996-97, Kenneth Gerard Honas and John L. Baker both wrote dissertations on
mixed chamber ensembles.

These dissertations served as a foundation for finding

additional research on the topic. Both researchers began with introductions on the history
of chamber ensembles, which helped to support the author’s understanding of the
beginnings of chamber music for wind players. 5,6

3

Ulrich.
Ralph Victor Wahl, “Mixed-Wind Chamber Music in American Universities.”
(A.Mus.D., United States -- Arizona, The University of Arizona, 1977),
http://search.proquest.com/pqdtglobal/docview/302852380/citation/D20688C8269E45C2
PQ/4.
5
Kenneth G. Honas, “An Evaluation of Compositions for Mixed-Chamber Winds
Utilizing Six to Nine Players: Based on Acton Ostling’s Study, ‘An Evaluation of
Compositions for Wind Band According to Specific Criteria of Serious Artistic Merit’”
(D.M.A., United States -- Missouri, University of Missouri - Kansas City, 1996),
http://search.proquest.com/pqdtglobal/docview/304271629/abstract/E95DA2D826A44D
B4PQ/16.
6
John L. Baker, “Mixed-Wind Chamber Ensembles and Repertoire: A Status Study of
Selected Institutions of Higher Learning” (Ph.D., United States -- Florida, The Florida
State University, 1997),
http://search.proquest.com/pqdtglobal/docview/304346890/abstract/20BD13B7E0784AC
7PQ/5.
4

4

In 2001, Kurt Gorman wrote a dissertation on the use of the trumpet in mixedchamber ensembles. He focused on compositions written for trumpet in the twentieth
century for two to eight players with other brass, woodwinds, strings, percussion,
keyboards, and electronics. Gorman included a literature review of other documents,
defined some different ensembles using trumpet, supplied a repertoire list with pertinent
information, discussed trends found in the repertoire, and annotated selected repertoire.
Gorman’s organized repertoire lists were particularly helpful when looking for repertoire
for specific instrumentations.7
The author used three different sources as models of how to write a performer’s
guide. The first was a 2010 dissertation by Mark Lynn, who wrote about The Avatar by
Steve Rouse. In the introduction, Lynn gave pertinent background information on Rouse
and The Avatar. He divided the dissertation into chapters based on the work’s movements.
In each chapter, he gave programmatic and pedagogical suggestions. The fifth chapter
briefly covered recording considerations for this work and Lynn closed with a succinct
conclusion in chapter six.8
The second document studied was Julee Walker’s 2013 dissertation. Walker’s
chapters followed a similar pattern to the way Mark Lynn structured his dissertation. She
began with an introduction, followed with a chapter for each movement, and finished with

7

Kurt George Gorman, “The Literature for Trumpet in Mixed Chamber Music of the
Twentieth Century” (D.M.A., United States -- Missouri, University of Missouri - Kansas
City, 2001),
http://search.proquest.com/pqdtglobal/docview/252129731/abstract/CD9219E17474F5FP
Q/23.
8
Mark J. Lynn, “‘The Avatar’ by Steve Rouse: A Performance Practice Guide” (D.M.A.,
United States -- Texas, University of North Texas, 2010),
http://search.proquest.com/pqdtglobal/docview/860121926/abstract/610731D2407645D2
PQ/54.
5

a conclusion. Along with noting different performance issues, Walker also included
helpful exercises from method books that could help in the preparation of this work. 9
The third source that the author used as a model was the 2014 document by Harold
Yager. Yager included recital programs and recording tracks from his recitals given at the
University of Maryland. After each program, he discussed the works performed and
mentioned issues he experienced while preparing the works along with solutions used to
solve those problems. The style of writing in Lynn’s, Walker’s, and Yager’s dissertations
served as a valuable model in the writing of the performance guides contained in this
document.10

9

Julee Kim Walker, “James Wintle’s ‘Northwest Miniatures’ for Flute, Trumpet and
Piano (1998): A Performance Guide” (Ph.D., United States -- Texas, University of North
Texas, 2013),
http://search.proquest.com/pqdtglobal/docview/1506547634/abstract/610731D2407645D
2PQ/31.
10
Harold E. Yager, “A Performance Study of Contemporary Chamber Music for Trumpet
and Strings” (D.M.A., United States -- Maryland, University of Maryland, College Park,
2014),
http://search.proquest.com/pqdtglobal/docview/1559962141/abstract/586F7C6DA4EA44
60PQ/3.
6

CHAPTER 2
STATEMENTS, COMMANDING BY ROBERT J. BRADSHAW
Statements, Commanding is a composition written for C trumpet and cymbal
(which the trumpet player plays sporadically throughout the work), cello, and piano.
According to the composer’s website, the earliest full performance of this work was by the
Orenunn Trio at Black Hills State University in South Dakota on September 17, 2004. The
same group previously performed the first movement at Witchita State University in
Kansas on April 5, 2004. Based on the composer’s performance list, the work has received
thirteen performances, although most of the performances have been by the Orenunn Trio
throughout the United States, South Korea, and Thailand. Other known performances were
by James Ackley, Marc Moskovitz, and Neal Larrabee at the University of Connecticut;
Peter Wood, Joseph Shufro, and Michele Grossman at Morningside College in Iowa; Brett
Long, Meredith Blecha, and Mayumi Matzen at Reformation Lutheran Church in New
York; Mary Thornton, Carrie Pierce, and Shao-Shan Chen of The CPT Trio in Corpus
Christi, Texas; and the author, Tian Sanchez, and Claudio Olivera at the University of
South Carolina.11
There are two recordings of this work. The first album, Trumpet Colors, is by Trio
Chromos, which includes Ismael Betancor on trumpet, Carlos Rivero on cello, and José
Luis Castillo on piano. This recording is the final four tracks and released in 2007 under

11

Robert Bradshaw, “The Music of Robert J. Bradshaw, Composer,” rjbllc, accessed
January 25, 2020, https://www.robertjbradshaw.com/works.
7

the Crystal Records label.12

The second is on the album Commanding Statements

performed by Peter Wood on trumpet, Joseph Shufro on cello, and Michele Grossman on
piano. Bradshaw’s composition is the first four tracks on this 2011 album, released under
the MSR Music label.13
Statements, Commanding is broken into four movements, each titled after one of
the presidents found on Mount Rushmore.

The movements are titled: I. George

Washington, II. Theodore Roosevelt, III. Abraham Lincoln, and IV. Thomas Jefferson.
Before each movement, Bradshaw includes a quote given by the respective president to
consider while performing each movement.14 The author and his trio chose to read each
quote before performing its respective movement so that the audience could consider the
quote during the performance. Another option considered was the creation of additional
program notes about the presidents and the historical situations that lead to the speaking of
each quote.
The quote listed for I. George Washington states, “If the freedom of speech is taken
away then dumb and silent we may be led, like sheep to the slaughter.” According to
information from a website about George Washington’s Mount Vernon Estate, this quote
is from the Newburg Address given on March 15, 1783. The Newburg Address was a
speech that Washington gave to his military officers in response to a petition protesting
Congress regarding officer’s pay and pensions. Supposedly, Washington supported his

12

“Crystal Records — Trio Chromos,” accessed January 25, 2020,
https://www.crystalrecords.com/triochromos.html.
13
Peter Wood, Michele Grossman, and Joseph Shufro, Commanding Statements Chamber Music for Trumpet, Compact Disc (MSR Classics, 2011),
http://www.msrcd.com/catalog/cd/MS1203.
14
Robert Bradshaw, “Statements, Commanding for Trumpet/Cymbal, Piano &
Violincello” (Musical Score, 2004).
8

troops in this regard and encouraged them to continue expressing their opinions, but that
he did not think that mutiny was the way forward as was proposed by the petition. 15
For II. Theodore Roosevelt, Bradshaw chose, “It is not the critic who counts, not
the one who points out how the strong man stumbled, or where the doer of deeds could
have done them better.” According to Kathleen Dalton this quote comes from the speech
“Citizenship in a Republic” and is in a section known as “The Man in the Arena,” which
is particularly famous. Roosevelt gave this speech on April 23, 1910, in Paris, France. 16
In III. Abraham Lincoln, the chosen quote is, “I have here stated my purpose
according to my view of official duty; and I intend no modification of my oft-expressed
personal wish that all men everywhere could be free.” This quote comes from a letter that
Lincoln wrote to Horace Greeley, a newspaper editor and publisher for the New York
Tribune on August 22, 1862. Lincoln emphasizes that his sole purpose is to save the Union,
whether it meant freeing all slaves, releasing them in part, or keeping them in slavery. He
points out that his current actions are such because he believes it is in the best interest of
the Union as a whole, but also notes that “[it is his] personal wish that all men everywhere
could be free.”17

15

“Address to the Officers of the Army - Saturday, March 15, 1783,” George
Washington’s Mount Vernon, accessed January 25, 2020,
http://www.mountvernon.org/library/digitalhistory/quotes/article/for-if-men-are-to-beprecluded-from-offering-their-sentiments-on-a-matter-which-may-involve-the-mostserious-and-alarming-consequences-that-can-invite-the-consideration-of-mankindreason-is-of-no-use-to-us-the-freedom-of-speech-may-be-taken-away-and-dumb-/.
16
Kathleen Dalton, Theodore Roosevelt: A Strenuous Life (Knopf Doubleday Publishing
Group, 2007), 358–59.
17
“A Letter from President Lincoln.; Reply to Horace Greeley. Slavery and the Union
The Restoration of the Union the Paramount Object.,” The New York Times, August 24,
1862, sec. Archives, https://www.nytimes.com/1862/08/24/archives/a-letter-frompresident-lincoln-reply-to-horace-greeley-slavery-and.html.
9

The final quotation in IV. Thomas Jefferson is, “We hold these truths to be selfevident, that all men are created equal, that they are endowed by their Creator with certain
unalienable Rights, that among these are Life, Liberty, and the pursuit of Happiness.”
While all four of these quotes are well-known, this final quote is perhaps the most famous,
as it comes from The Declaration of Independence. The declaration was drafted from June
11 to July 4, 1776, by Thomas Jefferson, John Adams, Benjamin Franklin, Roger Sherman,
and Robert Livingston.18
Unlike the other pieces in this dissertation, Statements, Commanding requires
additional equipment for the trumpeter. The recommended equipment for this work is a C
trumpet, a trumpet stand, two music stands, an adjustable cup mute, a Harmon mute with
stem, a suspended cymbal with stand, a coin (for the cymbal scrape in I. George
Washington), two thin snare drum sticks, one metal brush stick, and two fairly thick yarn
mallets. When performing this work, the author and collaborators found it helpful for the
trumpeter to stand on stage left facing directly toward the cellist on stage right. The cellist
angled their body at an approximate forty-five-degree angle toward the trumpeter. The
piano was positioned parallel to the stage, behind the trumpeter and cellist, which allowed
the pianist to face stage left. Standing in this way permitted all performers to communicate
effectively. For this performance, the cellist and pianist were seated, while the trumpeter
stood. The trumpeter’s music stand was positioned below the suspended cymbal, so the
cymbal was easily accessible. The second music stand was positioned in between the
trumpeter and piano and turned horizontal to hold mutes and sticks.

18

“Declaration of Independence Timeline,” accessed January 25, 2020,
https://www.ushistory.org/declaration/timeline.html.
10

From a rhythmic perspective, I. George Washington was the most challenging
movement to coordinate. The movement begins in 4/4 and is marked Presto, 𝅘𝅥 = 132. The
beginning of the movement is especially treacherous as the performers must completely
agree on tempo due to the extended periods of rest in the first eight measures. The
performers should take the time from the piano, which begins the movement with two
sixteenth notes followed by an eighth note on beat one of m. 1. This rhythm passes between
the piano and cello in mm. 1-8. In m. 8, the piano begins to extend this rhythm into a more
elaborate motive.
Throughout this same section the trumpet first uses the coin to scrape the suspended
cymbal on the downbeat of m. 2. The recommended technique is to hold the coin in the
right hand while dampening the cymbal with the left hand. Place the thin side of the coin
a few inches from the edge of the cymbal and scrap the coin toward the edge of the cymbal
while letting go of the cymbal with the left hand. The goal is to play mezzo-piano and not
to let the cymbal ring excessively so that the piano is easily heard on beat three of m. 3.
Immediately after scraping the cymbal, pick up the two thin snare drum sticks. In m. 9,
play three quick hits with these sticks written as two grace notes with a third note that rings
(Figure 2.1). The author found it helpful to play at the edge of the cymbal with the thinnest
portion of the stick. Playing on the edge softened the attacks, as to not overpower the piano
and cello sound. After playing the cymbal the second time, the trumpet has six measures
to set down the sticks and prepare for the first note to be played on the trumpet.

Figure 2.1 – mm. 1-14
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At m. 15, the trumpet enters at forte after two measures of crescendo from the cello
and piano. Due to the location of rests and accents at the beginning of this movement, it
can be difficult to feel where the trumpet’s entrance should be. The author found it helpful
to watch and listen to the cello perform their quarter note anacrusis into m. 12 (which is
also full of quarter notes and can aid in finding the pulse). It is also useful to note the
unison rhythm of the cello and piano in m. 14 and that the piano plays a tremolo two beats
before the trumpet entrance. The rising sixteenth notes in the cello part should be the cue
for the trumpet to enter on the next downbeat. The trumpet should play with a full sound
at m. 15, as the cello and piano arrive on the downbeat with the trumpet in octaves. After
the downbeat, the first two notes played on the trumpet are an F2 followed by an F3 as a
solo, so be aware of tuning tendencies.
At each instrument’s entrance in mm. 15-16, Bradshaw writes “marcato” next to
each part. The performers should play this section (mm. 15-64) in a very pointed fashion,
paying particular attention to the accents. It is also recommended to accent the beginning
of groups of slurred notes even if not marked with an accent. For example, in m. 16 (Figure
2.2), notice the two slurred sixteenth notes on beat one and the accented sixteenth note (the
beginning of the slur). On beat three the same rhythm and slur marking appear; however,
no accent is written. The author’s trio decided to treat this first note of this slur as an accent
to keep the style consistent throughout. This type of detail carried throughout this section
of the movement.

Figure 2.2 – m. 16

12

Measures 15-24 can be very technically demanding (Figure 2.3). This section
should be practiced very slowly at first with the metronome on the eighth note. The author
found it especially helpful to isolate the larger jumps during this slow practice. This type
of training not only helps with learning the music, accuracy, and muscle memory but also
aids in internalizing the timing of complicated rhythmic measures, such as the one in 7/8
(m. 18). One particular spot that can be troublesome is beat three in m. 17, which repeats
on beat two of m. 18. Place emphasis and weight on the A♭2. This allows for the quick
upward leap to the F3, which should receive an accent since it is the beginning of a slurred
note group. The recommended fingerings for the end of this passage are second valve for
G♭3, second and third valve for the E♭3, and second valve for the lower G♭2. Fingering in
this way allows for the aid of the addition of the third valve when descending to the E♭3,
as it is in the same partial as the G♭3, which makes the downward slur more consistent and
lessens the chance of accidentally slipping down to the B 2 before moving to the G♭2. This
also helps with timing, as a tendency to compress the sixteenth notes in this figure can
occur.

Figure 2.3 – mm. 15-22
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In mm. 19-22, emphasize the marcato quarter notes and be cautious not to rush.
The trumpet is likely to rush after the slurs and at ends of measures due to the marcato
quarter notes and eighth rests on the downbeat of mm. 20 and 22.
The entrance at m. 27 takes some practice to hit the ascending major sixth pattern
accurately. It is helpful to put a slight emphasis on both the A♭1 and the G♭2 since these
are both the first notes of the upward major sixth leaps. The measures that follow (mm.
27-33) are similar in content and concept to mm. 19-22 with one exception: the F 1 at the
end of m. 33. Because the F1 follows immediately after other notes, it is wise to prepare
the third valve slide during the rest in m. 30. If not prepared in advance, the movement of
both the first and third slide at the same time can cause problems. Finger the remaining
E♭3’s with the second valve instead of the second and third valves (Figure 2.4). The
extension of the third valve slide in advance eliminates movement of both the third and
first valve slides at the same time to reach the F1; instead, the trumpet only has to adjust
the first valve slide.

Figure 2.4 – mm. 31-33
Measures 46-54 are a restatement of mm. 15-24. There are some minor rhythmic
and pitch changes throughout this section. The most notable difference is in m. 49 (Figure
2.5), which features a syncopated eighth pattern and takes the place of m. 18 in the original.
Bring out the syncopation and keep the style articulated and accented.

Figure 2.5 – m. 49
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In m. 64, the piano helps transition into a slower tempo and a more sustained style.
The trio lands on the downbeat of m. 64 together, but the trumpet takes over the melody,
with pizzicato cello as background. While this section should be slower, be careful to keep
momentum. Be sure to play more elongated, contrasting the pointed style in which the
movement began. There are some quick awkward leaps in mm. 65-66 (Figure 2.6), which
feature a jump from C2 up to F3 immediately followed by an A♭3. Additional upward leaps
occur in mm. 70-72 (Figure 2.7) from F2 to D3 and G2 to E3, which is followed by an A3.
Similar to the previous times this occurred, the trumpet should focus on playing the lower
notes with weight and full value and let the upper notes soar out as if switching to falsetto
when singing. After a few measures of rest where the cello repeats the ideas stated by the
trumpet, the trumpet reclaims the melody. However, at m. 82, the cello again commandeers
the idea.

Figure 2.6 – mm. 65-66

Figure 2.7 – mm. 70-72
After a long period of rest, the trumpet reenters at m. 124. The cue that is most
helpful for this entrance is the accelerando to the original tempo at m. 120. The cello and
piano play in unison for four measures here, and the piano has eighth notes leading to the
trumpet entrance on the downbeat of m. 124. This entrance repeats the main theme initially
stated at m. 15. There are two noticeable differences in this statement. The first difference
is that m. 124 is more technical than when it originally appeared but then continues as it
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did previously (Figure 2.8). The second difference occurs at m. 133. In the past two
statements of this section, the trumpet ended after playing the downbeat F 3. This time the
melody continues with some borrowed ideas from the legato middle section of the
movement but in the more articulated and accented style.

Figure 2.8 – mm. 124-125
As the trumpet continues in m. 133, the cello joins in with the same pitch (in
octaves) and rhythmic material. While the trumpet and cello previously shared rhythmic
material and passed ideas back and forth, this statement is the first time when they play the
same content at the same time, albeit for only two measures. As the movement approaches
its conclusion, material from earlier in the movement returns in slightly different
configurations than before. Take a full breath during the quarter rest on beat three of m.
140, as the A♭3 that follows in mm. 146-147 requires a crescendo to help drive the energy
forward. Thanks to the cello tremolo and the active piano part, the trumpet can sneak out
a bit early in m. 147, which allows for the final breath of the movement and quick
preparation of the third valve slide for the last note of the movement, another F 1. While a
B-flat trumpet could be used in this movement to transpose the F 1 to G1, all the F3 would
then transpose to G3. This might cause more tuning issues than is worth the convenience
of eliminating the two times F1 appears.
In Movement II. Theodore Roosevelt, the trumpet needs a cup mute, Harmon mute,
and suspended cymbal with the brush stick. Before this movement the trumpet should
rearrange the equipment on the stand, so it is easily accessible. The coin and hard sticks
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used in the first movement are no longer needed, so move them out of the way. The trumpet
should adjust the movable cup mute before the performance, so fewer adjustments are
needed during the performance. Although this movement is relatively slow, the rhythms
can be confusing to read, so all three performers should know their parts well and
understand when they align with others and when they instead play off of one another. The
author found it helpful to listen to the recordings by Trio Chromos and Peter Wood to
memorize the feel of this movement, as it makes performing this movement more
comfortable. The author’s trio found it easiest to feel the movement at the eighth note
pulse. Taking the time to rewrite the movement in 6/4 at twice the tempo could make many
of the rhythms simpler to read because this would eliminate many beams throughout the
movement (Figure 2.9).

Figure 2.9 – mm. 1-4 (original in 3/4, rewritten in 6/4)
This movement begins with muted trumpet and piano in unison for five measures.
The trumpet uses cup mute throughout the first fifteen measures. Begin softly and grow
through the tied G♯2 to add energy before the upward leap to the F♯3. The tied B2 in m. 2
can also have a small amount of growth to the C♯3 on the downbeat of m. 3. Be careful of
intonation with the piano after descending to the D2; use this as an opportunity to taper
dynamically. Growing through the next phrase on the D♯ 3 dotted eighth note, and the C♯3
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tied eighth notes in m. 4 helps lead to the downbeat of m. 5. Be aware of intonation during
the ascension on F♯3 to G♯3 in m. 5, as these tend to be very sharp. Blending into the piano
textures in m. 6 seems appropriate, although be cautious not to diminuendo too much in
the lower range or it will be difficult to hear. It is essential to note the piano eighth-note
anacrusis to m. 6, so the trumpet does not enter too early, thinking the parts are in unison.
The piano does rejoin the trumpet part on the A 2 on the upbeat of beat one of m. 6 but then
takes the melody over at the end of the same measure. The trumpet should know the righthand piano rhythm in m. 7 to join the piano on the unison sixteenth notes at the end of the
measure (Figure 2.10).

Figure 2.10 – m. 7
The trumpet has a brief solo melody on beat two of m. 8, which the piano answers.
The call and response continues in mm. 10-11, so be careful not to play in rhythmic unison.
The trumpet can decay dynamically into the fermata at m. 12, as the piano has the more
important line. Play very lightly in mm. 14-15 leading into the cello entrance in m. 16.
Throughout this entire section, be cautious not to rush the thirty-second notes.
Before picking up the brush to strike the suspended cymbal in m. 24, switch to the
Harmon mute and adjust the tuning slide as necessary, as the trumpet has eight measures
of rest. After switching mutes, pick up the brush, and prepare to strike the cymbal near the
center where the dome changes shape. It is helpful to note that the piano plays quarter
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notes on every beat in mm. 13-24. This will aid in finding the pulse to count rest as the
trumpet enters with the suspended cymbal brush stroke on the downbeat of m. 24. In
particular, the author found it useful to communicate visually with the piano at this point
to align the downbeat with the B♭ octaves in the left hand of the piano. The cue that this
cymbal hit is approaching is the cello descending into their lower register and then
sustaining an F♯ for two and a half beats. It might be advisable to strike with the brush
hard enough to get a volume closer to mezzo-forte or forte, as the cymbal could be unheard
at mezzo-piano if the brush is too soft.
The trumpet entrance in m. 29 is an excellent spot to stop and tune during a
rehearsal. On the downbeat the piano and cello both play in unison with the trumpet A♯ 2.
It is crucial to check intonation with all three players on a unison pitch here. After the
downbeat, mm. 29-32 are for solo trumpet. The points the author found most important
when performing this section were being sure to know precisely where the sets of two
thirty-second notes and sixteenth notes occur, especially those that come after rests or ties.
The thirty-second notes sometimes are directly on the upbeat (such as the end of m. 29 and
the beginning of m. 30). However, other times they occur on the second sixteenth of a
beat, such as coming off of beat two in m. 30 (Figure 2.11).

Figure 2.11 – m. 30
Figure 2.11 also brings up another critical point. On the upbeat of beat three, the
first instance of hand-covered Harmon mute appears. The most convenient time to move
the left hand to prepare to cover the stem is during beats one and two of m. 30. Be sure to
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cover the stem fully, so the timbre is drastically affected for these notes. Because the hand
absorbs some of the sound on these two notes, the dynamic and pitch may be altered
somewhat, which is important to take into consideration when observing the pianissimo
dynamic. It is also essential to clearly articulate these two notes to show that the staccato
articulation is present. After these two notes, move the hand back to the regular position.
Be sure to adjust the dynamic back to mezzo-forte immediately for the entrance in m. 31.
The marcato accents that appear in m. 32 (Figure 2.12) should be distinctly
different from the slur in the remainder of the measure. Also, contrast these accents
dynamically with the similar motives played with the hand covering the stem in both mm.
30 & 34.

Figure 2.12 – m. 32
Remove the Harmon mute after finishing the section at m. 35 and place it where it
is easily accessible for the end of the movement. Remember to adjust the tuning slide for
the unmuted section at m. 52. The cymbal stroke with the brush at m. 44 should be played
similarly to the one earlier in the movement, but slightly softer.
There is a helpful cue in the piano part as the next trumpet entrance approaches in
m. 52. Four measures before the entrance, the piano plays two quarter notes on beats two
and three in the lower register of the right hand. Two measures before the entrance, the
piano repeats this idea on beats two and three in the right hand on a C♯ 3 and G♯2, which
happens to be the same pitches the trumpet will play in m. 52 (Figure 2.13). Be sure to
wait for the piano to play all four thirty-second notes leading into m. 52.
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Figure 2.13 – mm. 51-52
The section at m. 52 (Figure 2.14) can be particularly challenging for accuracy and
timing. The entrance should initiate precisely with the piano, as both instruments play
identical first three notes and rhythms. After these three notes the trumpet plays the
remainder of the measure solo. Focus on the timing of the C 3 and G2 coming off beat three,
so the rhythm starts precisely on the second sixteenth note. Ensure that the two thirtysecond notes do not compress. The author found it helpful to practice this section in six
with an eighth-note pulse. Be aware that the piano has moving sixteenth and thirty-second
notes during both low C♯2 sustained notes, and that some of these notes match the trumpet
pitch, so be sure to have the C♯2 well-tuned. In mm. 52-55, rhythmic material on beats two
and three repeats each measure. The piano and the trumpet trade this complex rhythm;
play identically each time.
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Figure 2.14 – mm. 52-55
In m. 56 (Figure 2.15), the rhythm is likely to rush if the performers are not careful.
Again, it is vital to feel this section in six instead of three and know exactly where the notes
fall within those six pulses.

Specifically, the two thirty-second notes that occur

immediately before beat three can tend to jump a thirty-second note early if the trumpet is
not careful. Also, be sure not to enter early on the final eighth note of the measure – instead,
wait for the piano thirty-second notes that lead into it. The trumpet entrances all happen
on the upbeat in m. 57, so do not overthink this measure.

Figure 2.15 – m. 56
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Measures 60-63 are almost entirely solo trumpet, so accuracy is of utmost
importance. The most convenient place to execute the decrescendo is during the A2 and
G♯2 quarter notes. Creating a significant variety of dynamics, as marked in these measures,
adds interest and leads into the timbre change of the cello entrance at m. 64. The fortepiano in m. 62 can be effective as long as the mezzo-forte that immediately follows is in
between the two dynamics. It may be helpful to begin slightly louder than mezzo-forte in
m. 63 and then perform an unwritten decrescendo and taper to the piano marking
immediately before m. 64.
After the cello takes over at m. 64, replace the Harmon mute, and pull the stem out
slightly. Remember that the tuning slide will need to be adjusted for the next entrance as
well. It can be helpful to note that the cello holds an F♯ dotted half-note in m. 76, and the
piano part ascends into a higher register than previously written. The quarter notes in the
right hand of the piano in m. 77 are the cue for the trumpet and cello to reenter. Wait for
the cello to play all twelve thirty-second notes before entering on the unison F♯ 2. Check
the intonation of this note between the trumpet and cello in rehearsal. If done effectively,
the cello builds up to this note, and the trumpet adds sparkle with the forte-piano and the
Harmon mute. Immediately decrescendo after playing the forte for prime effectiveness.
Finally, make sure to decide who will cue the release of this note. Before moving too
much, allow the piano to play the final measure, which sufficiently concludes the thirtysecond notes that have built up throughout the movement.
Movement III. Abraham Lincoln begins with a trumpet and cello duet. The opening
of the movement spans a wide range from both players. The cello part stretches three
octaves plus a major second, and the trumpet part spans two octaves plus a perfect fourth
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(Figure 2.16). The cello and trumpet move together for five notes in the opening two beats.
For the trumpet, the player must stretch from an A1 up to G3 over these beats. After the
first two beats, the trumpet and cello answer each other’s gestures until the last five notes
of the opening section, which they perform together in ascending motion. This time the
trumpet player ascends from C2 up to a D4. Play the larger slurs and unaccented notes as
smoothly as possible, and give weight and a bit of space to the accented notes.

Figure 2.16 – mm. 1-3
Do not let the piano eighth-note anacrusis to m. 4 confuse the counting of the next
few measures. The cello enters in m. 9 and starts a new melody, which the trumpet imitates
later, so be sure to emulate the style of the cello. Throughout this section the sixteenth
notes often occur on the downbeat. Give the weight to the sixteenth notes instead of the
note afterward, so the sixteenth notes do not sound like pick-up notes. Study m. 18 (Figure
2.17) in which the cello and piano lead into the trumpet entrance at m. 19. These measures
are in 7/8, and the piano rhythm reads “four-and-five-and-six-…-seven.” The reason this
is helpful is that the cello plays four sixteenth notes beginning on beat one, then ties over
to the quarter and dotted quarter notes, which makes it challenging to use as a cue for the
trumpet entrance.
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Figure 2.17 – m. 18
The trumpet should sing sweetly through this next melody. Even though the written
dynamic shaping is not specific, be sure to allow the sustained notes to lead to the next
idea. For example, let the E3 in m. 19 grow into the D3, then decrescendo until the next set
of sixteenth notes.

Lead into every set of sixteenth notes with a slight crescendo.

Decrescendo on the D2 in m. 21, but let m. 22 grow into m. 23, then immediately taper
before the written crescendo. After the final set of sixteenth notes, fade the final note into
the cello entrance at m. 25.
At the trumpet entrance at m. 29, take the musical cues from the cello once again.
Measures 29-32 work best if both players are matching a mezzo-forte dynamic. A slight
decrescendo is appropriate for the trumpet part in m. 32 as the cello has one as well. As a
reference, be aware that the cello plays a sustained G in mm. 33-35; that note is essential,
as the trumpet lands twice on the same G2, during these three measures. Play softer and
more gently here for contrast, since the crescendo that follows leads to upward leaps in the
cello. Be aware of the tension created by the cello ascension in m. 37 between the held F♯ 3
in the trumpet and the held G♯ in the cello. The four notes that conclude this section for
the trumpet can have weight, but be careful that it is not too forceful. Let the ending F♯ 2
quickly fade into the piano and cello texture.
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There are some critical checkpoints during the next eighteen measures of rest. The
cello leads to m. 46 with two half notes, and the piano plays a quarter note anacrusis into
the downbeat. The section that follows contains many ties and can sound a bit ambiguous.
The first 2/4 measure is a helpful cue. In this measure, the piano has quarter note octave
B’s followed by octave A’s, appearing in a much higher tessitura than the surrounding
material. These quarter notes are on beats one and two of m. 55. The second 2/4 measure
(m. 56) also has two quarter note pulses. The first is on the downbeat in the right hand of
the piano followed by octave A’s in the left hand on beat two. In m. 57, the piano also
plays every eighth-note division (plus the sixteenth on the upbeat of two), which leads into
a reprise of the beginning motives in the trumpet and cello.
During this return of the opening themes of the movement, the intervals are not
quite as wide as before. Both the trumpet and cello are more active, although they still
seem to respond to one another’s ideas. This musical discussion builds until m. 63, at
which point the trumpet and cello, for the first time in this movement, declare multiple
notes in octaves (Figure 2.18). The trumpet and cello arrive on a dotted half note in m. 64,
joined by the piano, which previously rested for several measures. This declamatory
statement made by the trumpet and cello helps lead to this point, which signals the
beginning of the end of the movement.

Figure 2.18 – mm. 63-64
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The ending section recaps themes from earlier in the movement, such as the
ambiguous piano line and the trumpet and cello lines that began in m. 1. In mm. 65-67, it
is essential to communicate visually, taking care to align the trumpet and cello entrances
and final notes. The first five notes of m. 69 are in octaves between the trumpet and cello,
so breathe and listen together carefully. In the following measures, the trumpet leads the
line, which the cello immediately follows an octave below. Be confident leading up to the
B♭3 and set the intonation for the cello. Take a full breath on beat one of m. 72 for the final
three measures, and pay attention to the tempo being set by the sixteenth notes in the piano.
All three musicians join in unison for the last two measures (Figure 2.19). Note
that Bradshaw wrote “no rit.” during these measures, but it is also vital not to accelerate.
Focusing on the tempo of the piano sixteenth notes leading into these final measures and
over-emphasizing the accents will help everyone lock into the correct tempo.

Figure 2.19 – mm. 74-75
In Movement IV. Thomas Jefferson, the trumpet will need access to the cymbal
again, this time using the yarn mallets. Count the rests carefully throughout the first four
measures of this movement. The piano plays a solo in 5/4 time during this section. Beat
one of m. 5 is silent, followed by a muted cello entrance on beat two, and a piano reentrance
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on the downbeat of m. 6. In m. 8, it is helpful to note the rhythm of the cello and piano at
the beginning of the measure. Both instruments play two sixteenth notes followed by an
eighth note; the cello plays this rhythm on beat one, and the piano enters on beat two. The
cello also has an anacrusis to beat four, which is the same beat as the entrance of the
cymbal. Use both yarn mallets for this suspended cymbal roll. Begin slowly, then
gradually accelerate the rate at which the mallet heads strike the cymbal, being careful not
to make any individual stroke stick out. The overall effect should be a gradual increase in
the suspended cymbal volume while observing the piano for the downbeat of m. 10, which
is the start of the new tempo, Vivo, 𝅘𝅥 = 132.
After playing the cymbal, the trumpet entrance is only three measures later.
Quickly set the mallets back on the accessory stand, pick up the trumpet, and prepare to
play. Depending on personal preference, one might choose to hold the trumpet under their
arm while rolling on the suspended cymbal for a faster change of instruments here. Listen
for sixteenth notes in the piano part that occur on beat three of m. 11 and beat one of m.
12. The trumpet entrance in m. 13 (Figure 2.20) is a heroic melody. Play it as if riding a
horse through the open plains of the old west. Bring out the first four sixteenth notes and
let the following notes float lightly on top of the rhythmic piano accompaniment. At the
end of m. 13, play the F♯3 full value, but play the downbeat of m. 14 light and short
compared the previous note. Give some weight to the half note F♯ 3 and make sure the
following A2 has full value before ascending back to the E3. Throughout m. 14 feel the
eighth-note subdivision to prepare for m. 15. A bit of weight added on the three eighthnote groupings in the 7/8 measure adds character, as does accenting the final note of the
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phrase in m. 16. The eighth notes that precede the final accent can be played crisply, but
not too heavily.

Figure 2.20 – mm. 13-16
Play the next entrance with a similar style as before. Crescendo through the tied
E3 in m. 18 to ascend to the A3 at the end of the measure. One error from any of the three
performers in the 7/8 measures throughout this movement can produce ensemble issues, so
be cautious. It might be useful to note when the piano plays sixteenth notes instead of
eighth notes, such as the first and fifth eighth-note pulses of m. 20. While there are not
accents written in m. 21 (Figure 2.21), the author enjoyed bringing out the eighth notes on
beat one, three, and the upbeat of four to match the style of other measures, such as m. 16.

Figure 2.21 – mm. 21-22
The short excerpt from m. 23 to the downbeat of m. 24 is helpful to view as an
accompaniment to the piano part. At the entrance in m. 26, the trumpet brings back the
melody, but more sustained due to the additional slur markings. Pay special attention to
the non-slurred eighth notes, playing these in a separated manner. Quickly decrescendo in
m. 29 and m. 30 to allow the cello pizzicato and piano to dominate.
After two measures of rest, imitate the pizzicato style on the pointed accents on the
ascending eighth notes in m. 33 (Figure 2.22). Afterward, play more sustained until the
two marcato eighth notes in m. 35. Crescendo beginning in the second half of m. 34
through the C3 half note into the marcato notes, which lead up to the accented A3. After
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playing the A3, begin to decay slightly, giving room for the eight and sixteenth notes from
the piano, but not so much that the energy does not lead into the downbeat of m. 37.

Figure 2.22 – mm. 33-36
The style should be more legato when the cello takes over in m. 37. It is important
to note that the trumpet takes the melody from the cello in mm. 41-43 (Figure 2.23). At m.
37, the cello has a slur mark from the G♯2 to the B2, whereas the trumpet has no such slur
mark in m. 41. Add a slur to match the corresponding phrase in the cello part. The trumpet
should imitate the legato style until the return of the pointed accents in m. 45. This is
marked in the score but did not make it onto the trumpet part in this section. Musically,
this section seems to work well when treating each measure as an independent gesture;
grow and decay within each of these. For example, in m. 41 grow to the tied B 2 and then
taper.

Figure 2.23 – mm. 41-43
The next succession of measures can be split into groupings: mm. 45-46, mm. 4748, mm. 49-50 (Figure 2.24), and mm. 51-52 (Figure 2.25). The first three groupings
should crescendo to the first note of the sixteenth set then taper. The final grouping should
start at its loudest point and decrescendo to the downbeat, arriving at a piano dynamic.
Measures 41-52 can be playful, like the style of a fiddle player in a hoedown.

Figure 2.24 – mm. 49-50
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Figure 2.25 – mm. 51-52
There are a few critical cues to focus on that lead to the next trumpet entrance
(Figure 2.26). The first is the tied quarter notes in the middle of mm. 57-58 that the cello
plays. In the following three measures, the cello also plays half notes on beats three and
four of mm. 59 and 61. As soon as the second of these half notes finishes, be prepared to
play since the final cue is on beat four of m. 63 which is only one beat before the trumpet
entrance.

Figure 2.26 – mm. 57-61
Due to the challenging trumpet entrance in m. 64, it might be necessary to
memorize the cello line two measures prior. Perform this entrance in the same energetic
style used at the beginning of the movement. Feel the 9/8 measure (m. 65) in eighth-note
groups of 2+2+2+3 as the composer marked. Try to emphasize the final grouping of two
as well as the first note of the grouping of three to help the other musicians feel the pulse.
Before the entrance in m. 64 place the third valve slide in position for the D 2 because it is
the only note which uses the third valve.
There are significant style and textural changes in the piano part at m. 72.
Recognize this shift, as mm. 67-71 can be confusing to follow. The cello enters in m. 76,
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playing the same line the trumpet performed in mm. 33-37, which leads into the trumpet
entrance in m. 80.
Play this entrance in a similar style to the beginning portion of the movement.
When pointed accents appear, try to emulate the pizzicato style from earlier in the
movement. The cello will play the more sustained legato line in m. 83, which the trumpet
joins an octave above in m. 84. The next ten measures (mm. 84-93) can be troublesome
from an intonation standpoint, especially when the cello plays in the mid and upper register.
The octave widens to a two-octave separation in m. 87, which continues for the remainder
of this section. After four measures of solo piano, the trumpet and cello return in octaves
at m. 98. Play with a feeling of weight and depth on each note, especially the accented
quarter notes that lead to the reprise of the opening at m. 102.
The reprise of the opening material is identical for the trumpet until m. 113 (Figure
2.27). Although m. 113 utilizes the same pitches and rhythms, an accent appears on the
downbeat, and the measure is beamed differently. By accentuating this new beaming
(which emphasizes the beginning of every beat), the rhythmic material helps propel the
music toward the end of the work.

Figure 2.27 – mm. 112-114
From m. 115 to the end, the performers should be confident with their independent
lines as they often rhythmically echo each other. The trumpet and cello join together at
critical points for emphasis and finality. One such spot is m. 118 (Figure 2.28), where the
trumpet and cello join forces at first in octaves and then in unison in the second half of the
measure. The cello drops to the lower octave again on the final note of the phrase, and as
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was previously mentioned, it would be beneficial for the two players to play these measures
together slowly to ensure stable intonation and matching of styles.

Figure 2.28 – mm. 117-119
The trumpet and cello must count carefully before their next entrances, and a crucial
cue is the piano part in m. 123. The right hand of the piano part contains eighth notes,
while the left hand plays a rhythmically slower motive in octaves. This piano motive leads
well into the first 7/8 measure. Keep the pulse of the eighth note from the measure before
and be prepared to enter on beat one of m. 125. Keep the internal pulse of eighth notes
consistent, so the sixteenth notes and tied notes do not rush. It might be helpful for the
trumpet and cello to perform a release on beat two (when the piano part has two eighth
notes) of m. 126 (Figure 2.29), so the last few notes have more security. Do not enter early
when the cello begins eighth notes on beat five of the eighth note pulse, because the trumpet
waits until beat six. The piece concludes with all three musicians ending on an A in five
octaves.

Figure 2.29 – mm. 126-127
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CHAPTER 3
ELEGY BY ALEX SHAPIRO
Elegy by Alex Shapiro is a beautiful composition “composed shortly after the death
of [her] father at the early age of 69, in the wake of his nine year bout with Alzheimer’s
disease.”19 In the introduction to her work, she also notes that it is “plaintive and very
lyrical, there is a romantic, late nineteenth century presence floating through much of the
piece, faintly echoing the Brahms trios my father adored.” 20
Similar to Shapiro’s comments, it is helpful to think of different sections of the
work dealing with the various stages of grief, such as denial, anger, and acceptance. The
first section has a descending and sorrowful line introduced by the trumpet. The next
section, which is faster, shows the anxiety and anger of seeing a loved one decline toward
death. Later, the cello introduces a more hopeful motive, which shows a glimmer of hope
or perhaps the beginning of acceptance. The final section combines these different ideas.
The work slowly fades to nothing by the end, mirroring the unfortunate fading away of
those who have debilitating diseases of the brain. Although dealing with an upsetting
subject, the work is beautifully written and can add a poignant touch to a recital program.
Elegy was initially written as a trio for violin, cello, and piano in 1999 and
premiered in April of 2000. The Orenunn Trio (Mark Boren, trumpet; Julianne Boren,
cello; and Ellen Bottorf, piano) commissioned Alex Shapiro to create a version for trumpet,
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Alex Shapiro, “Elegy” (Musical Score, 2004), 2, www.activistmusic.com.
Shapiro, 2.
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cello, and piano in which the trumpet replaced the violin. The trumpet version premiered
on September 17, 2004, in Spearfish, South Dakota. There is also a version for clarinet,
cello, and piano called Elegiac, which premiered in 2010.
There is only one published recording of Elegy; the recording is by Trio Chromos
on the Trumpet Colors album, one of the same albums that contained Statements,
Commanding by Bradshaw.21 There is also a notable recording performed by the CPT Trio
(Mary Thornton, trumpet; Carrie Pierce, cello; and Shao-Shan Chen, piano), which is
available on YouTube.
The opening three measures (Figure 3.1) of Elegy are for solo trumpet. This
haunting motive sets the mood for the remainder of the work. The same rhythm appears
in each measure with a descending pitch structure until arriving at C♯ 2, which should be
carefully tuned. Slowly crescendo from the starting dynamic of piano and elongate the F2
at the end of m. 1 and E2 at the end of m. 2. This will allow for a smooth connection up to
the E3 following each of these lower notes. Be deliberate with the dotted-quarter note to
eighth note rhythm, elongating the eighth note as much as possible. After playing the C♯ 2,
begin to decrescendo to allow the cello to sing through at their entrance in m. 4, and then
take a breath before beginning the next phrase.

Figure 3.1 – mm. 1-4
In mm. 5-7 the cello leads the melody that the trumpet initiated. Beginning on beat
four of m. 5, the trumpet moves to a perfect fifth above the cello and remains at that interval
for four beats. Listen carefully to the cello and adjust as necessary. The piano enters in m.
21

“Crystal Records — Trio Chromos.”
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6 with the same rhythm as the trumpet and cello; be sure that everyone moves together on
the upbeat of two. Be aware that the trumpet part is an octave below the right hand of the
piano on mm. 6-7. After moving back to the C2, slowly decrescendo but hold onto the note
as long as possible, fading into the cello line.
The trumpet joins the cello in the pickup to m. 12. Enter quietly, softer than the
marked mezzo-piano, and crescendo gradually until beat three of m. 12. Continue to
crescendo as the line descends and be careful not to force the sound of the C♯ 2. Carefully
tune the unisons in m. 12 with the piano. Intonation can be tricky in mm. 13-15 as well.
The A♭2 in m. 13 is an octave and a tritone above the cello, the C♯ 2 in m. 14 is an augmented
third above the cello, and the E2 in m. 15 is a perfect fourth above the cello line and should
match the cello and piano as they descend to two octaves below. Communicate with the
cello for the release of the E2 on beat four of m. 15 (Figure 3.2).

Figure 3.2 – mm. 12-15
Measures 16-19 (Figure 3.3) should be isolated in rehearsal to ensure rhythmic
accuracy.

At first try rehearsing with a metronome, ignoring the accelerando and

ritardando. Note that the groupings of eighth notes are 2+3 in m. 16 while mm. 17-18 are
grouped 3+2. Once everyone understands where each instrument enters, have the trumpet
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and piano play m. 18 alone. The piano plays the first thirty-second note where the trumpet
ties over the F♯2. For rehearsal, ignore the tie until the rhythmic feel becomes secondnature. After the trumpet and piano are comfortable with this measure, the cello should
align their part with the piano. Afterward, combine all three parts and add the accelerando
once the rhythm is accurate. The author’s trio found it helpful for the trumpet to control
the accelerando and for it to occur only on the first three eighth-note pulses of the measure.
Once arriving at the fourth eighth-note pulse, keep the tempo steady for the remainder of
the measure since the trumpet and piano have to align thirty-second notes. In m. 19, allow
the piano to control the ritardando as moving eighth notes are present in the right hand
throughout the measure. Most of the ritardando should occur on the first three eighth
notes, although the deceleration can continue throughout the remainder of the measure if
the ensemble is comfortable. Dynamically, begin the trumpet entrance at a strong mezzoforte dynamic, answering the piano and cello, then crescendo through the thirty-second
notes to the downbeat of m. 19. Once arriving at m. 20, the tempo should remain steady.

Figure 3.3 – mm. 16-19
The trumpet should continue the diminuendo in m. 20 until reaching the next set of
thirty-second notes, which should crescendo quickly and arrive on the B♭1. Afterward,
37

decrescendo to niente on beat four. In m. 21 the cello leads the trumpet thirty-second notes
with their thirty-second notes on the first half of beat four. Make these notes fuller than
the previous dynamic.
At m. 22, do not overpower the cello (which is an octave below the trumpet). The
trumpet and cello remain split by an octave (or two) until beat three of m. 27. The trumpet
should try to blend into the cello sound throughout this section and allow the cello to lead
dynamically. The piano is in rhythmic unison at times as well, but at other points contrasts
with the cello and trumpet. Keep this section moving at a slightly faster tempo than the
beginning of the work but begin to relax the pace around mm. 31-33. Recommended
breathing spots include the tied A2 at the beginning of m. 24, the tie on beat four before the
thirty-second notes in m. 25, and the tied A3 on the downbeat of m. 28. The volume will
naturally grow due to the range changes in mm. 26-30. Decide as a group where to include
some growth and decay on any note longer than a quarter note. Throughout mm. 22-33,
the author’s trio found it helpful to adjust some of the written dynamics. The author’s trio
was conservative with the crescendo in m. 27, extended the decrescendo to include beat
three in m. 28, expanded the crescendo to encompass all of m. 29, and added onto the
decrescendo in m. 31 to include beats three and four in m. 30.
This return of the melody at m. 34 should be more resigned than the beginning,
noting the marking of “plaintive.” This section seems to suggest either denial or perhaps
depression from the stages of grief. The author’s trio expressed these concepts musically
by playing with less weight and vibrato than in the first statement of this motive. Be aware
that a more active piano accompanies this restatement of the first theme, and the cello joins
sooner than the previous iteration. Begin m. 34 at the marked mezzo-piano dynamic but
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crescendo more quickly this time, arriving at the F2 on beat four. Taper the E2 dynamically
on the downbeat of m. 35 and continue through the remainder of the measure. Crescendo
in m. 36 then decrescendo after arriving on the C♯2 on beat four.
In addition to the accelerando marked in m. 38, create an agitated feeling by
emphasizing all the sixteenth notes.

This section should feel more urgent without

becoming overly fast, similar in style to m. 22. The rhythmic idea of the dotted-eighth note
followed by a sixteenth note passes between the three instruments and represents the urgent
feeling needed here. Halfway through m. 42 the trumpet plays an octave below the cello.
This octave split lasts until the downbeat of m. 43. By m. 44, the sense of urgency should
fade, and the trumpet should transition back to the sense of loss and disappointment. The
trumpet should either sneak a breath after the B♭1 in m. 43 or take a larger breath on the
rest in m. 42 to make it through the decrescendo leading into m. 47. Beginning on beat
four of m. 45, tune to the D♭ sustained in the cello part.
Measure 47 is the beginning of a new section in which the cello introduces a new
motive. This new motive always starts with a triplet, although the music afterward varies.
Within the motive the music needs to feel more urgent on each successive triplet by
increasing the volume. In m. 50 the trumpet complements the cello by moving on opposite
beats but then joins the cello rhythmically on beat two of m. 50 (Figure 3.4). Aim for the
crescendo and peak at the B1, then decrescendo.

Figure 3.4 – mm. 49-50
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The trumpet takes over the triplet motive in m. 51 (Figure 3.5). In this melody, let
each triplet figure get gradually louder, aiming for the arrival on beat three of m. 52. The
majority of the growth should occur on the half notes, which can also employ vibrato to
increase the intensity. Decrescendo quickly on the dotted-half note F2 at the end of m. 52.

Figure 3.5 – mm. 51-52
The trumpet and cello enter on beat five of m. 53 (Figure 3.6), but separated only
by a half-step, so enter confidently. The cello and trumpet should crescendo through this
note, which can build a great deal of intensity leading to the end of this section. The
trumpet should crescendo to the low B1, then taper on the D♭2. Crescendo through the E♭2
to the A♭2, then fade again. The trumpet may choose to take a quick breath after the tied
A♭2 in order to make it through to the quarter rest in m. 57. After the low B♭1 in m. 55,
crescendo, and let vibrato motivate the B2 at the end of the measure, leading into the triplets
on the downbeat of m. 56, and then decrescendo through the downbeat of m. 57. The F2
on beat two should crescendo quickly toward the triplet on beat three. The author’s trio
opted to decrescendo the second half of m. 57 instead of crescendo, since there is a rest on
beat six, and the next downbeat is marked mezzo-piano. Take a full breath on beat six of
m. 57 and enter as gently as possible on the downbeat of m. 58. The growth and decay
should occur naturally in m. 58 and 59 with the apex being on beat four in each measure.
Embrace the dissonance throughout these measures to fully enjoy the resolution to the
octave C♯’s of the trumpet and cello in m. 60 (Figure 3.7).
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Figure 3.6 – mm. 53-60

Figure 3.7 – mm. 58-60
The triangle-shaped fermata in m. 60 should be treated as a fermata with a brief
pause afterward before continuing forward. For reference, the piano begins in mm. 61-64
identically each time, with a dotted quarter note, eighth note, quarter note rhythm. This
rhythm serves to give reference to downbeats. Count carefully through the remainder of
this section. Be sure to wait for the piano to play the previously-mentioned rhythm
followed by two more quarter notes on beats four and five of m. 64, before the cello and
trumpet enter on beat one of m. 65.
The final section (mm. 65-89) combines all previous melodic content from the work
into one section. The trumpet begins with the same motive from m. 1, although this time,
the statement should be louder and more resolute. While the trumpet plays the opening
melody, the cello plays the theme that contains the triplets from the previous section. As
the two parts fight for attention, the cello eventually wins, and the trumpet joins the triplet
melody. Once the trumpet joins, the motive is offset by a beat at first, but the rate of
appearance of the triplets gradually increases until they appear on nearly every beat of mm.
71-72 (Figure 3.8).
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Figure 3.8 – mm. 69-72
For a brief moment in mm. 73-74 (Figure 3.9), the melodies seem to combine as
the descending motive from the first melody moves into the triplets from the second. The
triplets from the second melody continue to occur throughout these two measures but then
dissipate as the agitated rhythmic motive (from mm. 22-29) returns.

Figure 3.9 – mm. 73-76
The return of the dotted-eighth note to sixteenth note rhythm seems to portray a
reminder of the anger from the second stage of grief, but this time more subdued, perhaps
representing a fall into the fourth stage of grief: depression. The author’s trio decided to
add more swells to the dynamics in this section than originally appeared the first time. For
example, the dynamic beginning in m. 77 is forte. From this point add a crescendo leading
to the C3 on beat three and quickly decrescendo leading into the D2 which then grows again
to climax on the E♭3 in m. 78. These swells help to simulate an audial sobbing that someone
grieving might produce.
The agitated section leads to a final climax in m. 81. The cello and piano should
arrive at fortissimo on the downbeat of m. 81. However, the trumpet should only arrive at
forte, saving a bit more energy to crescendo to the downbeat of m. 82 (Figure 3.10). At
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mm. 82-83 all members of the ensemble should taper dynamically, and the music should
become calm where Shapiro notes “suddenly still.”

Figure 3.10 – mm. 80-83
Throughout the final two trumpet iterations of the dotted-quarter note to eighth note
motion, play very deliberately by producing little to no vibrato and being cautious not to
lose control of the sound at softer dynamics. On the final trumpet entrance in m. 86, it
might be helpful to begin slightly louder than piano and then gradually decrescendo.
Starting at piano and attempting to execute a diminuendo for fourteen beats can affect tone
production. The cello should dominate in m. 87, but the piano should take over in mm. 8889. Finally, listen to the intonation on the D3 because it is held in octaves with the piano
and cello for a long time (Figure 3.11).
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Figure 3.11 – mm. 86-89
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CHAPTER 4
TRIO FOR TRUMPET, VIOLINCELLO, AND PIANO BY ERIC
EWAZEN
Eric Ewazen’s Trio for Trumpet, Violincello, and Piano is the most recently
composed of the three works discussed in this document. Ewazen wrote this composition
as a dedication to his friend, Tomislav Spoljar, a Croatian trumpeter. The work was
premiered on May 25, 2007, at the Velika Gorica brass festival, where Spoljar is the
director. The performers premiering the work were Guillaume Couloumy, trumpet; Adam
Chelfi, cello; and Mia Elezovi, piano. Although there are numerous recordings available
online, the most notable recording is by Chris Gekker, trumpet; Michelle Djoric, cello; and
Eric Ewazen, piano.22
While this trio is not as well-known as his Trio for Trumpet, Violin, and Piano, it
is just as engaging, although not as technically challenging for the trumpet. In contrast,
this work only has three movements but is close to the same length with a total duration of
about twenty-two minutes. Many of the motives throughout the first and third movements
are rather short in length and should be treated as gestures. In the second movement there
are numerous points of harmonic dissonance; build intensity to these moments and let the
harmonic resolution resolve the tension.

22

Eric Ewazen, “Trio for Trumpet, Violincello, and Piano” (Musical Score, 2007).
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In the first movement the piano begins with energetic eighth notes. An opening
melodic motive on cello quickly follows. The trumpet follows this by copying the opening
cello motive but altering it after each eighth rest. Be careful not to play the eighth notes at
the end of each gesture too short; instead, play them full and lifted. Allow each set of
eighth notes to become a bit louder, aiming for the downbeat of m. 8 then relax
dynamically. Treat the next entrance in mm. 10-12 in the same manner, but a bit louder
(Figure 4.1).

Figure 4.1 – mm. 4-11
The trumpet again answers the cello in mm. 15-16, so be sure to match styles. Both
instruments should play in a more connected style throughout mm. 13-22. In mm. 19-20,
the trumpet serves a more textural purpose, so do not overpower the cello or piano.
Crescendo to beat three, then taper the last two beats of each measure. Each of these

46

measures should be gradually louder than the previous as they build up to m. 21, almost as
if a gesture is attempted twice but is not completed until the third measure. Decrescendo
the C♯3 in m. 22 and let the cello quarter notes lead back into the opening eighth notes in
the piano.
In mm. 24-26 the trumpet reintroduces the opening motive but a major second
higher than the original. The cello picks up the motive from the trumpet leading into m.
27, at which point the trumpet plays an accompanimental figure (Figure 4.2), which returns
numerous times later in the movement. Whenever this figure occurs, emphasize the lower
notes, play the staccato as if it were a string pizzicato, and sustain but lift off the tenuto
notes. Measures 28-31 are the same gestures as played previously, but m. 32 switches back
to a more lyrical style.

Figure 4.2 – mm. 27 & 31
Measures 33-38 continue to pass off musical lines between the cello and trumpet in
the more lyrical style. Anytime a line occurs with groups of slurred notes, put weight on
the first note and lift off the remaining notes within the context of the whole phrase.
Measures 33 and 40 (Figure 4.3) are good examples of this. For both sets of quarter notes,
place weight on the first quarter then lift on the second quarter. However, the first group
will be softer overall than the second group due to the crescendo throughout the larger
phrase.

Figure 4.3 – mm. 33 & 40
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The trumpet and cello have unison movement in mm. 39-42, which continues the
lyrical style (Figure 4.4). This duet between the trumpet and cello uses tertian, quartal, and
quintal harmony, which are common in Ewazen’s writing. His compositional style may
have been influenced by other American composers, such as Aaron Copland. Copland
was known for using intervals of fourths and fifths to construct melodies in works such as
Fanfare for the Common Man. These types of intervals are often associated with wideopen spaces and the American frontier.23 It is a good idea to play this as an ensemble
slowly in rehearsal, observing where the intervals move in parallel motion and where
intervallic relationships change.

Figure 4.4 – mm. 41-42
The new melody introduced at m. 43 in the piano part should be full but with a
slight lift on each note. The image that the author’s trio decided on was that of a paintbrush
stroke: the notes should be full, but the changes of direction apparent. The cello joins the
piano at m. 45 followed by the trumpet at m. 47. It is at this point that all three parts have
mostly unison rhythms for the first time in the movement. This rhythmic unison lasts from
mm. 47-50, so the musicians should discuss and agree on style early in rehearsals (Figure
4.5).

23

“Copland: Early Music From America’s Composer,” NPR.org, accessed February 21,
2020, https://www.npr.org/templates/story/story.php?storyId=98342141.
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Figure 4.5 – mm. 47-48
This section of the first movement climaxes with the piano splitting off to play
eighth notes and triplets in mm. 51-52. The cello and trumpet complement this with two
quarter notes in unison rhythm on beats one and two of both measures. This section leads
to an A7 in m. 52 before the piano resolves to D major on the downbeat of m. 53. In the
next four measures, the piano plays active eighth-note chords, punctuated by eighth rests
and quarter notes. The cello and trumpet rejoin in mm. 57-58, respectively, in another call
and response segment. A transition follows in mm. 61-64 (Figure 4.6), during which the
trumpet and cello play together again rhythmically, but this time focusing on the intervals
of thirds, sixths, and a few sevenths between the two parts. Play lightly throughout these
repeated ideas. Crescendo through the first eighth note and quarter note in each measure,
then decrescendo slightly on the sixteenth notes. Overall, the idea should crescendo into
the piano’s eighth notes in m. 64. Underneath this repeated idea in the trumpet and cello
are running sixteenth notes in the piano, which eventually help lead the listener to a section
in B minor. The chords outlined throughout these three measures are C in m. 61, A 7 in m.
62, and F♯7 in m. 63. Measure 65 contains a strong downbeat in the piano on four-octave
B’s after which the cello begins a new melodic idea in B minor.
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Figure 4.6 – mm. 61-63
After the cello introduces the new melody in mm. 65-66, the trumpet repeats the
same idea for the following two measures with some adjustments. This melody (Figure
4.7) has three smaller gestures. The first two motives consist of three eighth notes followed
by a quarter note, but the last motive contains five eighth notes that lead to a whole note.
For each gesture, crescendo to the highest-pitched eighth note then taper on the following
note. The entire melody should grow dynamically, so the trumpet may want to start softer
than forte.

Figure 4.7 – mm. 67-69
After the trumpet finishes their turn with the melody, the cello plays the same idea
in inversion, and the trumpet follows suit (Figure 4.8) in mm. 71-72. Leading to the eighth
notes that come before the quarter notes will give the right musical touch. The same
motives appear in m. 73, but this time the trumpet has the original idea, and the cello motive
is inverted. In m. 74 both instruments move in the same direction for a half note followed
by two quarter notes, which then leads to a flurry of rhythmic action to contrast the more
lyrical melody that preceded it.
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Figure 4.8 – mm. 71-72
In mm. 75-78, the trumpet and cello play in unison rhythmically but are in constant
intervals of sixths and fifths. Play this section slowly in rehearsal, focusing on rhythmic
alignment as the piano inserts eighth and sixteenth notes during the trumpet and cello rests
(Figure 4.9). The trumpet and cello should play this section for one another so an
agreement can be reached about the shaping of small gestures as well as the entire phrase.
Measures 79-80 serve as a transition section in which a flurry of sixteenth notes is played
by the piano, while the trumpet and cello insert eighth notes leading to the downbeat of m.
81.

Figure 4.9 – mm. 75-76
At m. 87 the rhythmic idea from m. 43 recaps the original theme of the movement.
This time, the trumpet reintroduces an altered original theme with additional sixteenth
notes instead of eighth notes starting at the anacrusis to m. 89 (Figure 4.10). Throughout
this portion of the movement (mm. 87-96), continue the same stylistic concepts as applied
earlier in the movement, especially the lifts on the final eighth notes of each gesture and
the overall dynamic motion of the larger phrase.
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Figure 4.10 – mm. 88-90
Remember to change to a legato style beginning at the end of m. 96, as previously
performed. In m. 99 there is a sixteenth note run; start around a mezzo-forte volume and
crescendo through the first set of descending sixteenth notes. Add a slight emphasis to the
sixteenth G2 on beat four, then let the rest of the notes relax dynamically to the C 3 on the
downbeat of the following measure and then quickly decrescendo. This measure helps to
transition back to the theme that initially appeared at m. 65 but now occurs in C minor
instead of B minor. The cello plays this theme for two measures, but the trumpet overtakes
it in m. 102 in the key of D major. The cello reclaims the melody in m. 104 in the key of
A♭ major. Measures 105-106 are a return to the earlier transitionary material from mm.
61-63. However, this time there is a decrescendo instead of a crescendo. The melodic
confusion continues as the inverted melodic theme from m. 69 returns in mm. 108-111.
Measures 112-119 transitions to the rhythmic material of m. 43. Interestingly, when the
trumpet enters on the melody this time (Figure 4.11), the eighth notes are slurred instead
of articulated. Accentuate this change by emphasizing the first eighth of each grouping
and lifting on the second eighth. Set the style confidently as the cello continues the same
idea in the following measures.

Figure 4.11 – mm. 123-125
In mm. 127-130 let the cello eighth notes flow into the trumpet eighth notes and
crescendo the half notes into the rests. Err on the side of playing the half notes into the
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rests to make these measures one phrase which peaks on beat one of m. 130. This version
of the theme reaches its most salient point at mm. 130-133.
Let the cello lead in mm. 137-138 (Figure 4.12); do not overplay these measures.
Make the quarter notes full value and decrescendo from them. These gestures, which
usually began with three eighth-note pickups, begin to be broken apart in mm. 133-146.
For a moment, as Ewazen plays with these ideas, he uses a quarter note to eighth note
motive that builds until abruptly ending in m. 149. Add weight to the quarter note and lift
the eighth note. The ensemble should be careful not to crescendo too much in this section,
as it could become too loud in relation to the surrounding sections.

Figure 4.12 – mm. 137-138
Measures 150-161 reiterate ideas or parts of ideas. Be consistent in style with each
motive. When playing mm. 162-172, consider playing a bit quieter than marked due to the
lighter scoring in the piano part. The cello is playing in its upper range, so carefully listen
when tuning mm. 173-174 (Figure 4.13).

Figure 4.13 – mm. 173-174
Measure 175 marks the beginning of the end of the movement as the piano plays
the same eighth notes from the movement’s opening. Before the theme enters this time,
the trumpet and cello trade articulated sixteenth notes.

The author’s trio found it

challenging to match the trumpet and cello note length and articulation during this section.

53

When playing these two sets of sixteenth notes, double-tongue as legato as possible and
connect the syllables. Try practicing it together at a reduced tempo and focus on matching
articulation and note length. Be sure to practice both iterations of these sixteenth notes
(Figure 4.14).

Figure 4.14 – mm. 176-178
In m. 179 play these eighth notes and quarter notes in the same manner as
previously performed with staccato eighth notes and tenuto quarter notes. This measure
does not have these articulations written and may be misprinted.
The trumpet should match the grace note placement and style in m. 189 (Figure
4.15) to the cello grace notes in m. 187. Play these grace notes before the beat so the eighth
notes can remain in time.

Figure 4.15 – mm. 188-190
Measures 193-195 should be treated similarly to mm. 19-20, except that the eighth
note pattern continues upward instead of stopping on a dotted quarter note. Emphasize
beat three and then taper as in the previous gesture.
Measures 201-206 should be played similarly to mm. 57-63, although this time
there is no dynamic drop to subito piano. Continue the growth through the half notes to
the downbeat of m. 208. As the cello restates the original melody with altered intervals,
the trumpet joins on the pickup to m. 211, complementing the cello part. The cello should
lead until beat three of m. 212 when the trumpet takes over. In m. 215 both the trumpet
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and cello should decrescendo as they descend, and the piano takes the lead voice (Figure
4.16).

Figure 4.16 – mm. 208-215
The author’s trio enjoyed adding a slight ritardando in the piano part in mm. 216217. The piano should play beat four of m. 217 in time, so the tempo is established by beat
one of the next measure. It is worthwhile for the trumpet and cello to discuss how fast m.
218 should be performed (Figure 4.17). The author’s trio opted to continue at the original
tempo after the piano ritardando, but it might be beneficial for others to continue a
ritardando throughout this measure into the last few notes of the movement if double
tonguing is an issue. Perform a slight ritardando on the final two measures of the
movement. Relax into the last note and do not overplay. Note that the trumpet has the root
of E♭, and the cello plays the third.
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Figure 4.17 – m. 218
Movement II is significantly slower than the other two movements. The piano
begins the movement with moving sixteenth notes in the right hand and a sustained left
hand, which is followed by descending eighth notes. The trumpet starts the melody in this
movement with a descending eighth-note motive. Crescendo through the eighth notes and
aim for the downbeat dotted eighth note before playing a decrescendo. Use the same
gesture in the following two repetitions. The third statement of this can continue to grow
with the F2 on beat four of m. 5 as the arrival point (Figure 4.18).

Figure 4.18 – mm. 1-9
The cello takes over the trumpet’s melodic statement in the anacrusis to m. 7 and
repeats the same idea. The trumpet part should complement here, as movement occurs
when the cello has sustained notes. Play softly and sweetly and let the long notes at the
end of each entrance decay quickly (Figure 4.19).

Figure 4.19 – mm. 7-9
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After the rhythmic activity intensifies in mm. 11-13, mm. 14-15 brings back the
original melody. In m. 14, the trumpet and cello should focus on motivating each set of
sixteenth notes to the next beat, which the piano plays. Measure 15 should feel stretched
without actually slowing down. Play the first eighth note of each grouping like a pizzicato
with the second eighth note receiving weight followed by a fade (Figure 4.20).

Figure 4.20 – mm. 14-15
Measures 16-22 are stylistically identical to the first cello statement of the theme.
The trumpet and piano briefly echo the theme after the cello in m. 19, then mm. 20-21
crescendo to the first big arrival point at m. 22 (Figure 4.21).

Figure 4.21 – mm. 19-21
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Measures 22-25 focus on rising and falling eighth notes in the piano part. The
trumpet and cello reenter in m. 26 in rhythmic unison playing mostly intervals of thirds
with the occasional fifth and sixth in true Ewazen fashion. Behind this duet, the piano
plays alternating sixteenth and thirty-second notes, creating a beautiful textural effect,
which later changes to sextuplets. Allow the end of m. 28 to decrescendo in the trumpet
part, as the cello commandeers the melodic line. Stay softer than the cello when the trumpet
rejoins in mm. 31-32. Quickly crescendo at the end of m. 32 to retake the melody for two
measures (Figure 4.22). Match the volume and the style previously set by the cello.

Figure 4.22 – mm. 33-34
The trumpet and cello duet reappears in the second half of mm. 34-37. Measures
38-42 serve as another discussion between the trumpet and cello as they trade-off gestures.
Let each gesture rise and fall as written. Be cautious not to overblow during the ominous
low-register melodic line in mm. 43-46 (Figure 4.23). Pass the line to the cello in m. 46
and then play softer through the eighth note figures.

Figure 4.23 – mm. 43-46
As the cello plays the melodic material from mm. 47-61, play the accompanimental
eighth notes in the same manner as the eighth notes in m. 15 with a pizzicato style
separation on the non-slurred eighth note, a weight on the first of the slurred notes, and a
lift at the ends of phrases. While the trumpet does receive another moment to shine in m.
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52, most of this section should feature the cello. Communicate with the piano regarding
mm. 55-56 since the trumpet is in unison and octaves (Figure 4.24).

Figure 4.24 – mm. 55-56
The piano and cello should build from m. 59 to the arrival at m. 61. The trumpet
should add color in m. 60 and remain softer than the cello on the sixteenth note to the
dotted-eighth note rhythm. Measures 62-67 are transitionary measures in which the piano
has constant sixteenth notes underlined by a stagnant bass line that begins to increase in
activity in m. 65. Concurrently, the trumpet and cello trade gestures that start with thirtysecond notes, which the trumpet will need to double-tongue. After two iterations of
articulated thirty-second notes, the trumpet and cello calmly change to slurred sixteenth
notes. This section meanders through the end of m. 67, which leads to the trumpet picking
up a lyrical melody for mm. 68-69 (Figure 4.25). Play as quietly as possible to begin this
line and crescendo to the A2 on the downbeat of the second measure, allowing the final
note to fade into the cello line that elaborates this melody.

Figure 4.25 – mm. 68-69
After three measures of melodic cello material, the trumpet reenters with three
eighth notes that are the pickup to the downbeat of m. 73, which is the same motive from
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m. 61. This motive restarts this section of the movement but with altered parts; instead of
double-tongued thirty-second notes, the trumpet and cello trade thirty-second-note
arpeggios while the piano plays continuous sixteenth notes. In mm. 77-79 the trumpet and
cello then join forces to take over some of the sixteenth notes the piano played previously.
These three measures were quite challenging to play together but rewarding in the end.
The author finds each chord change throughout this section fascinating, as it is not too often
that classical trumpet players get to play through the notes of a harmonic progression in
this manner. The chord progression in these three measures is: B♭7 - G7 - E7 - D♭7 - B♭7 D7, which leads to the initial piano sixteenth notes from the beginning of the movement in
G minor (Figure 4.26). Ewazen uses a unique chord progression made up of a series of
dominant seven chords that descend by minor thirds and act similarly to a sequence.

Figure 4.26 – mm. 77-81
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As the movement closes the cello reintroduces the opening theme, followed by the
trumpet. Play these iterations of the theme in the same manner as the opening of the
movement. Measures 91-99 are a restatement of mm. 11-19. Ewazen concludes the
movement by repeating m. 99 in m. 100 with a small change at the end of the measure in
the piano part. The trumpet and cello diminuendo on octave C’s, while the piano continues
the sixteenth notes from the beginning of the movement until concluding with whole notes
at m. 104, where the cello and trumpet reenter for the final two measures (Figure 4.27).
These final four notes for the trumpet and cello can be played out of time and cued by the
trumpet. Crescendo the quarter notes to mezzo-forte before executing the decrescendo on
the whole note.

Figure 4.27 – mm. 103-105
Play Movement III like a dance. Keep a light style throughout the movement and
practice regularly with a metronome to keep the subdivisions stable. Like the other two
movements, the piano begins the movement but is quickly followed by the trumpet in m.
4. Communicate visually with the trio anytime an entrance occurs off the beat. For
example, both the trumpet and cello entrances at the beginning are on the second eighth
note in 6/8 time (Figure 4.28).
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Figure 4.28 – mm. 4-7
After the introduction the cello begins the first melodic idea in m. 10. Whenever
anyone in the ensemble plays this motive, place weight on the beat, then lift but do not rush
to the third eighth note (Figure 4.29). Keep the same style as the trumpet elaborates the
melody in mm. 17-25, but elongate the phrasing. In m. 18, be sure to crescendo to the
downbeat of m. 19; however, the phrase in mm. 20-21 is shortened by one beat. Emphasize
beat two in m. 20 and then taper the dynamic (Figure 4.30).

Figure 4.29 – mm. 10-13

Figure 4.30 – mm. 18-21
When the trumpet and cello play lines together, such as the line in mm. 22-25, err
on the side of being too soft on the trumpet. It is imperative to feel weight in both the
trumpet and cello parts during the big beats of each measure but play lightly so the music
does not slow down. The piano can help move the music along as it often emphasizes the
bigger beats.
The initial melody returns in m. 30 (Figure 4.31), but this time with the trumpet and
cello playing a duet. Play in the same style as the cello did when introducing the melody
in m. 10. In mm. 32-34, start softer, so there is room to grow through the slurs arriving at
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the following measure. Take advantage of the subdivision in the piano and instead focus
on musical phrases and exaggerated dynamics.

Figure 4.31 – mm. 30-33
As this melody ends, an elongated chord occurs, which happens numerous times
throughout the movement. Play this note full, but do not force the sound. Every time this
occurs, the trumpet plays the third of the major chord.
All the parts can help emphasize the dance feel in mm. 39-53. The piano begins
with repetitive quarter note to eighth note beats, which are contrasted at times by beats of
eighth notes. There are also reasonably quick crescendos in this section, which drop to
subito mezzo-piano to help highlight the rhythmic differences. After being introduced by
the piano, the trumpet and cello join in on the same motive. Exaggerating the dynamics
and emphasizing the rhythmic changes gives life to this section (Figure 4.32).

Figure 4.32 – mm. 45-50
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Measures 51-53 transitions the previous section into a more lyrical aesthetic. The
odd thing about this transition is the hemiola feel. The emphasis is every second eighth
note, making the feel similar to a 3/4 measure rather than a 6/8 measure (Figure 4.33).
Observe the subito piano dynamics each time this transition occurs and crescendo through
the end of the phrase, leading into the lyrical section. In order for the cello eighth notes to
be heard, Decrescendo after hitting the dotted half note in the trumpet part. The trumpet
reenters after two measures and copies the lyrical style that the cello has introduced. Play
full value notes but emphasize the downbeat of each measure to help maintain the dance
feel.

Figure 4.33 – mm. 51-53
Measures 59-62 are transitionary measures leading back to a restatement of the
main theme. Do not be late in these measures coming off the eighth rest. There is also a
tendency to drag these measures due to the upward leaps. It is useful to isolate these
measures in rehearsal with a metronome ensuring rhythmic accuracy between the two parts.
Measures 63-71 are a restatement of the main theme from mm. 30-38, but this time appears
a major second higher in the key of C major instead of B♭ major.
Measures 74-86 takes rhythmic ideas from mm. 39-50 but changes to a more
mysterious feel by beginning in F minor and starting with a decrescendo, whereas almost

64

all other gradual dynamic changes have been crescendos. In m. 78 the mood quickly shifts
back to major, and the ensemble crescendos (Figure 4.34).

Figure 4.34 – mm. 74-81
Measures 87-110 function as a transition back to the version of the melody
introduced at m. 74. The lines pass quickly between the trumpet and cello, so make every
attempt to create a cohesive phrase. Within that phrase there should be nuance, however.
For example, when passing mm. 96-97 between the trumpet and cello, both players should
give a slight emphasis to both big beats, but beat one should be stronger (Figure 4.35).

Figure 4.35 – mm. 96-97
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Measures 111-123 are a repeat of the melody from m. 74. Take care in mm. 129131, as both trumpet and cello rest on downbeats throughout this section. The cello and
trumpet should visualize these downbeats played by the piano to help maintain tempo.
A new heroic melody emerges in the trumpet for a short time in mm. 132-135
(Figure 4.36). This phrase begins mezzo-forte and grows to forte on the downbeat of m.
135. The emphasis here should occur on the downbeats of each measure and then on both
beats one and two of m. 134. Allow the arpeggios of the cello to drive the rhythm forward
throughout these measures.

Figure 4.36 – mm. 132-135
The cello continues the arpeggiated figures in mm. 135-139, while the piano plays
eighth notes throughout, except for an occasional an eighth rest. In the same measures the
trumpet inserts short fanfares on C3. Play crisply, but be careful not to overpower the cello.
Measures 140-142 (Figure 4.37) can be tricky to execute due to the placement of the eighth
notes in the different parts. The trumpet and cello play on weaker parts of the beat, but all
the entrances come off rests where the piano plays. Extreme focus and communication
between all three performers is vital in these measures.

66

Figure 4.37 – mm. 140-142
After a two-measure transition, the original theme from mm. 30-71 reemerges, but
this time in the key of C major. A new section begins at m. 187. This fugue section begins
with a change in time signature to 4/4 and a slower tempo. The cello should set the tempo
with the sixteenth notes that come off of beat one and through beat two.
The fugue subject is two measures long and begins in the key of F major in the cello
part. The piano right hand answers the subject in the key of C major beginning in m. 189,
while the cello plays a countermelody. Measures 191-192 transition back to the key of F
major, after which the trumpet states the subject, and the right hand of the piano plays the
countersubject. The fourth fugue voice occurs when the left hand of the piano answers the
trumpet in the key of C major. Measures 197-200 transition once again to F major, and
then the cello inverts the subject at mm. 201-202. The cello appears to pass the inversion
to the right hand of the piano, but an eleven-measure transition occurs instead. The next
statement of the subject is in the trumpet at m. 214, this time in the key of G major. The
piano left hand answers the trumpet in the key of D major in mm. 216-217. At m. 218 the
instrumentation thins to left hand piano with cello, just like the beginning of the fugue, but
now stating the subject in A minor. In m. 220 the right hand of the piano answers in the
key of C♯ minor and is joined by the cello a third higher in m. 221. Measures 222-223
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transition to another statement of the subject, this time in F minor in the trumpet part. The
cello once again joins the melody a sixth lower in the m. 225. Measures 226-234 serve as
a transition back to the original dance style.
In all the appearances of the fugue subject (Figure 4.38), lift the first eighth note
then follow the written articulations. Note the articulation of the slurs on beats three and
four and add a little bit of emphasis to these beats to help keep the momentum going. Know
who has the subject whenever playing counterpoint throughout this section and let that
voice dominate. Emphasize the same notes the subject does. Evenly pass the line from
one player to another until the next entrance of the subject during the transitionary sections.

Figure 4.38 – mm. 193-194
In m. 234 the trio should communicate carefully during the written ritardando
(Figure 4.39). Measures 235-238 start at the tempo of the beginning of the movement but
then ritardando again.

During these transitionary measures the musicians must

communicate with one another due to the tempo fluctuations.

Figure 4.39 – m. 234
After solidifying the previous tempo changes, it is easy to start the opening theme
at m. 239. This theme is a reprise of mm. 10-70 with some small alterations. Play the

68

same style as before, but increase the tempo to add excitement to the end of the work. The
closing section of this movement begins in m. 300, in which the piano switches to blocked
chords as the trumpet and cello join together with slurred figures that begin off the beat.
The same rule applies here as earlier: feel the downbeat and do not be late coming off of
the rest. Allow these entrances with cello and trumpet to gradually get louder, observing
the sudden dynamic drops and crescendos. Communication is crucial during mm. 307-310
since all members of the trio move together rhythmically. The piano sustains a C major
chord at m. 311 while the trumpet and cello ascend through arpeggios. The trumpet and
cello join the piano on the C major chord on beat two of m. 313, and the trumpet gives the
final cue with the sixteenth-note pickups leading into the final note. Communicate with
the cello as it moves to an eighth note double stop at the same time as the trumpet sixteenth
notes. These final two notes may need to be slightly slower than the previous tempo to
facilitate the cello changing bow position (Figure 4.40).

Figure 4.40 – mm. 311-315
In conclusion, music for trumpet, cello, and piano has many unique challenges and
opportunities for the trumpet player. From matching the sultry timbre of the cello to
properly balancing the trio as a whole, any trumpeter aspiring to play this music will greatly
benefit from this particular chamber ensemble instrumentation. These three works contain
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difficulties for the ensemble as a whole, including extreme rhythmic challenges in
Statements, Commanding, elongated emotive lines in Elegy, and a multitude of contrasting
gestures in Trio for Trumpet, Violincello, and Piano. Rewards are awaiting any who dare
to attempt these exciting modern works for the trumpet, cello, and piano.
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APPENDIX A
DEGREE REQUIRED RECITAL PROGRAMS
DMA Degree Required Solo Recital 1
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DMA Degree Required Solo Recital 2
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DMA Degree Required Chamber Recital
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DMA Degree Required Solo Recital 3

This recital was initially scheduled for March 24th but was postponed due to the
COVID-19 outbreak. To comply with school and government policies, brass quintet
pieces that were planned for the end of the recital were cut.
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